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The conclusion then seems to be that if one is to play 18th-century clarinet music on instruments of the period, one should play with the reed on top. There is, however, some evidence to the contrary. In dealing with this subject, there are three areas to explore: the methods, the instruments and the pertinent iconography. Continuing to examine the methods for clarinet in the 18th century, one notices that a large majority are either English or French. In fact, of the 65 methods dealing with the clarinet listed by Thomas E. Warner,' all but eight are either English or French. Although it has not been possible to examine all the French and English methods written before 1800, it would not be foolish to wager that all show a preference for playing with the reed against the upper lip. Returning to Backofen's remarks concerning reed position, it is important to note the familiar way he comments on'ober sich oder unter sich blasen'. Surely if this were some remarkably recent or revolutionary style of clarinet playing, he would have used different words. The absence of any such implication indicates that the fact that a large number of clarinettists were playing with the reed facing down rather than up was not especially interesting. Presumably both reed positions had been used for some time already. Obviously both reed positions were worth noting, particularly in a method for beginners, but the last observation, 'Gewohnheit macht hier alles', effectively contradicts any idea that Backofen considered one position better than the other.
As to why so many methods for clarinet appeared in the late 18th century in England and France, and so few in Germany, Austria and Bohemia, one can only surmise that the answer must lie in the national character of these countries. There was probably a more or less equal number of clarinettists in each area. Although the English and French had an older tradition of music publishing, there were certainly enough German and Austrian publishers in the late 18th century to print a method for the clarinet. Indeed, the very earliest publications with information on playing the clarinet-Eisel (1738) and Majer (1732)-came from Germany. The fact that by 1800 the clarinet had been a part of German musical life for about 100 years, having originated at Nuremberg around 1700, makes it seem odd that the Germans did not write methods for the instrument in the late 18th century, when the clarinet was just gaining widespread popularity. Perhaps German clarinettists were kept so busy playing both at home and abroad-to what seems to have been a larger extent than their French and English counterparts-that they never had a chance to sit down and compose a method. Backofen's work is clearly the earliest German work of any depth on the subject. The profusion of English tutors for the clarinet can perhaps be attributed to the large number of amateur musicians in England. The English methods are usually quite short, containing an introduction and lessons in music theory, a fingering chart (where the clarinet is illustrated with the reed on top) and some popular melodies. They would not have been of great value to a serious clarinettist in the 18th century, but rather would have appealed to a beginner or an amateur with few pretensions.
The most useful instrumental evidence relating to reed position can be found on clarinet mouthpieces that bear the maker's stamp. While no completely adequate study has been made in this area, it is not difficult to discern the various trends that help in assessing reed position. Of the English and French mouthpieces stamped by their makers, most show the stamp on the same side as the facing for the reed. If all the stamps on the instrument are aligned, the clarinet is, not unexpectedly, to be played with the reed against the upper lip.
Clarinets from Germany, Austria and Bohemia are more problematical. This is because their mouthpieces are seldom stamped, which could indicate that the makers failed to see the point in stamping mouthpieces since there was no distinct preference in reed position. Two instrument makers of particular interest are the Grensers of Dresden. Both made clarinets and both enjoyed a reputation of excellence. At least two wellknown clarinettists active around 1800 owned Grenser instruments. Unlike the mouthpieces of other German makers, the mouthpieces of both Grensers are easily identified by their uniquely patterned notches, which prevent the string securing the reed from slipping off. Mouthpieces with these notches are associated with at least eight extant Grenser clarinets.4 None of these mouthpieces are stamped, however. This poses no problem in identification, but fails to help in establishing the preferred reed position of the Grensers. It seems that nearly all the mouthpieces credibly associated with 18th-century German clarinets, from the Grensers, who worked until the first decade of the 19th century, back to Jacob Denner (d 1735), are not stamped. In view of the fact that German makers were quite rigorous in stamping the other joints of their clarinets, the phenomenon of unstamped mouthpieces is perhaps best explained as a tacit vote on the part of these makers for a choice of reed position.5
Among the extant Austro-Bohemian clarinets there is one important exception. This is the mouthpiece on the only surviving clarinet by Theodor Lotz (cl 748-1792).6 Lotz is perhaps best known as the maker of the basset clarinet used by Anton Stadler, for whom Mozart wrote his Quintet K581 and Concerto K622. Lotz's clarinet is in B flat and is made of boxwood with ivory mounts, five brass keys, and a mouthpiece in grenadilla. All the joints are stamped, including the mouthpiece, which has the stamp on the side opposite from the reed facing. If all the stamps are aligned, the clarinet must be played with the reed against the lower lip. One final point should be made, however. The centre of greatest musical development in the late 18th century was Vienna. The finest composers worked there most of the time, attracting excellent musicians. Evidence relating to Austrian, Bohemian and German clarinettists strongly suggests that they played with the reed against the lower lip as often, or more often, than not. In re-creating the music of this era on period instruments, it surely makes sense to base our approach 
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